The internet, peer-to-peer technology and mobile devices are radically changing markets for digital media such as recorded music. Incumbent companies in these industries have severe difficulties in reacting to these changes and finding effective business models. The fundamental challenge is how to capture value from delivering digital music files which users expect to download for free. It is the consumer's capability to handle digital content that opens up possibilities for new business models where consumers are active partners helping to co-create value along with companies. Compared to the music industry, the video game industry was more successful in adapting its business models. By conducting an exploratory study among recently founded video game startups and two case studies of music technology startups, whether and how the video game industry is a vital source from which to draw analogies for the music industry will be analysed in this paper.
Introduction
The cultural industries, in particular the recorded music industry, have been profoundly impacted by the increased consumption of music on mobile devices, pervasive social networks, peer-to-peer technology, and the internet as their main distribution channel. The fundamental question that needs to be answered is as follows: How to derive value from delivering digital files, which users expect to download for free? (Chesbrough, 2010) .
Due to the rapid changes in how cultural goods are consumed, many businesses are forced to re-evaluate the value propositions they present to customers and are pushed to find ways to become more customer-centric (Teece, 2010) . In the recorded music industry it become virtually impossible to maintain the pre-internet era profits with traditional business models based upon physical goods (Liebowitz, 2006; Michel, 2006; Oberholzer-Gee and Strumpf, 2007) . Incumbents must find and evaluate new business models that can translate the technological ad-vances affecting the production, distribution, and consumption of recorded music into commercial success in order to replace declining traditional revenue (Berman, Battino and Feldman, 2011) . In this situation, experiments with alternative business models are essential in identifying new approaches and in creating the data necessary to justify them (Chesbrough, 2010) . Many product-based companies in other sectors are trying to resolve similar problems by moving towards service-based business models (Kindström, 2010) . Moving from product-based to service-based business models might be a way to recoup some of the revenue losses in music sales.
In the industries of new digital media, consumers have greater access to the means of production through information and communication technologies and are no longer the passive recipients of goods and services (Potts et al., 2008; Romero and Molina, 2011) . The notion of value co-creation, which is a common thread in modern marketing theories, refers to value as being created with input from consumers (Vargo, Maglio and Akaka, 2008) . This is manifestly observable in the industries of new digital media such as with online games, where the boundaries between consumers and producers become fluid and permeable (Potts et al., 2008) .
Thus far, the video game industry has been more successful in adapting to the new circumstances and incorporating value-co creation in their business models. During the last two decades the video game industry grew from a niche industry to a powerful form of mass media (Williams, Yee and Caplan, 2008) . Both digital music and video games are digital cultural goods. They inherit all the qualities that have been identified as characteristics of digital goods, which include high fixed costs of developing the first copy, low cost of reproduction and distribution, indestructibility, non-rivalry and non-excludability (Lang, Shang and Vragov, 2009) .
As music and video games have some similarities, the question that arises is whether promising business models from the video game industry have the potential to be a blueprint for the digital music market? The concept of creative imitations from existing technologies, systems, and business models from another industry -so-called cross-industry innovations -recently appeared in the academic literature (Gassmann and Zeschky, 2008; Enkel and Gassmann, 2010) . In this article, the attempt is made to evaluate the potential of cross-industry innovations on the basis of business models taken from the video game industry and then applied to the needs of the recorded music market.
The remainder of this article is organised as follows. Section two provides an overview of the related literature. Section three discusses the research method. Section four presents an exploratory study of business models in recently founded video game startups. Section five, using the case of Reality Jockey Ltd, a music-technology startup located in the UK, demonstrates the transfer of business models taken from the video game industry to the recorded music market. Conclusions are summarised in Section six.
Literature review
This section reviews extant literature with relevance for business model innovation in the digital music market and the video game industry. First, the main features of the digital music market are summarised. Second, we discuss the recent developments in the video game industry. Third, we will discuss the concept of cross-industry innovations. This concept provides a theoretical framework to analyse how the recorded music industry could gain from having a look at business models operated in the video game industry. Finally, we explain the notion of value co-creation, which helps to understand how the internet challenges traditional business models in the industries of new digital media. 2 2.1. The recorded music industry As Williamson and Cloonan (2007) pointed out, the notion of a single music industry is misleading. The music industry consists of several distinct sectors, including recording, live music, and publishing. Thus, it would be necessary to use the term music industries (plural) to reflect the organisational structure and diverse interests in the different sectors. It also expresses a recent shift in balance away from a concentration on the recorded music industry sector (Williamson and Cloonan, 2007) . In this article the focus lies on the recorded music industry, including the creators, manufacturers and/or distributors of sound recordings. According to the Recording Industry Association of America (RIAA), the overall shipments of recorded music in the U.S. accounted for $6.9 billion (Friedlander, 2010) .
In the last decade, technological innovations radically changed the recorded music industry (Ahn and Yoon, 2009 ). The literature published on this matter during that period focused mainly on file-sharing, peer-to-peer networks, and their potential effects on the corporate recorded music industry (Bhattacharjee, Gopal and Sanders, 2003; Liebowitz, 2006; Michel, 2006; OberholzerGee and Strumpf, 2007 ). An evaluation of the impact of digital music distribution and peer-topeer networks can be found in Ahn and Yoon (2009) and Hougaard and Tvede (2010) . For a review on the literature concerning piracy of digital products in general, Peitz and Waelbroeck (2006) is recommended.
The opportunities for self-presentation within social networking internet sites are becoming key factors in music distribution (Bockstedt et al., 2006) . It is evident that in digital social networks, word-of-mouth can significantly impact the consumption decisions of potential customers (Trusov, Bucklin and Pauwels, 2009) , especially for fashionable goods like music, where tastes and preferences evolve quickly and are heavily influenced by other consumers.
The distribution of digital music is concentrated on the internet, which is a reason for the decline of brick and mortar music speciality stores that started in the early years of 2000's (Zentner, 2008) . Physical retailers are being replaced by online stores. Manufacturers and distributors are losing parts of the value chain as record labels, producers and artists are able to go directly to digital music retailers without a physical product (Bockstedt et al., 2006) .
Driven by continued improvements in memory and computing power, mobile devices are becoming the dominant form of portable music players (Funk, 2009 ). Funk (2009 argues that the ability to download music from the internet and the greater portability of semiconductor memory is eliminating the need for CDs. The latest generation of mobile computing devices has powers to do way more than just playback digital music files. This opens up the opportunity for a variety of new music products that are different based on the identity or location of the consumer.
The key element to an understanding of the market development for digital music is the fact that by the combination of digitalisation and the rise of peer-to-peer networks, music has regained its natural public good characteristics (Hougaard and Tvede, 2010) . Digitalisation has brought a convenient format to consume music, and peer-to-peer networks provide an efficient mean of distributing digital music files at insignificant cost. Therefore, there is no way to exclude anyone from consuming music, and one person's consumption of a piece of music does not reduce the availability to others. In general consumers benefit from all possible aspects of the digitalisation of the music market (Ahn and Yoon, 2009 ).
Video game industry
In the last two decades the video game industry changed from a niche industry with a mainly male target group to a powerful form of mass media (Williams, 2002; Williams, Yee and Caplan, 2008 ) without significant differences in the target group's genders (Joeckel, Will and Schwarzer, 2008) . According to the Entertainment Software Association (ESA), the U.S. video game industry achieved retail sales of $10.5 billion in 2009 (Siwek, 2010) . The real annual growth rate for the video game software industry in the U.S. between 2005-2009 was 10.6% (Siwek, 2010) . During this period, the industry diversified its online distribution channels and its corresponding business models. Digital online distribution can no longer be seen as a single distribution channel, but has to be divided into several sub-channels, including online distribution of full game titles, downloadable content, subscription-based models, virtual commodities and related services (Toivonen and Sotamaa, 2010) .
Recently, the video game industry introduced various online distribution platforms and subscription based business models (Toivonen and Sotamaa, 2010) . Business models in general have changed from selling fixed items with a one-time sales value to more service-based products, with virtual commodities, value-added services, and advertising-based strategies (Kindström, 2010; Toivonen and Sotamaa, 2010) .
Furthermore, games have become the dominant category in mobile application stores, accounting for half the revenue generated (Kent, 2011) . There are no official estimates for the size of the mobile application economy. IHS Screen Digest estimated in February 2011 that global revenue for the total mobile application market in 2010 reached $2.2 billion, up from $828 million in 2009 (Kent, 2011) . Games offered for mobile devices are often available in two different versions: a free basis -or test-version, and a full version at cost (Gaudeul, 2010) . The distribution system in mobile application stores is to a notable extent based on the system of offering virtual commodities at cost within a free basic product. Like music, video games are experience goods and its true value is evident only after consumption. One of the most important marketing strategies for experience goods in the internet is to offer free samples to achieve wider distribution (Gaudeul, 2010) . The following examples demonstrate how the video game industry implemented these principles in the mobile and online game market.
A very successful example of promoting a paid mobile application with a free basic version is 'Angry Birds'. By the end of 2009, the Finish company, Rovio Mobile, released the game by the end of 2009 on Apples iOS operating system only. Rovio offered two alternative versions of the game: a free light version and a full version at cost. Since its release Angry Birds become one of the best selling mobile applications and extends across different platforms and merchandise. The model of virtual commodities being offered through free online games is successfully applied by Zynga, a game developer based in San Francisco, CA, USA. Zynga offers a number of viral games like 'FarmVille', 'CityVille', and 'Café World'. The games are offered online for free and revenue is generated by selling virtual commodities, like virtual money in exchange for real money. The recent growth of the video game industry indicates that the recent developments of business models described above are in line with consumer habits and expectations in online and mobile markets.
Cross-industry innovations
According to Schumpeter, innovations are new combinations of technologies, knowledge, and markets (Schumpeter, 1934) . Cross-industry innovations are special cases of innovation, where already existing solutions from one industry are translated into the requirements of companies in another industry (Enkel and Gassmann, 2010) . Abstraction from the problem at hand and analogical thinking are key elements in the search for radical innovations (Gassmann and Zeschky, 2008) .
Most innovations are new combinations of already existing knowledge (Schumpeter, 1939) . The principle of combining already existing elements to create something new is inherent in cross-industry innovations. Cross-industry innovations creatively imitate existing technologies, systems, concepts or business models from another industry (Enkel and Gassmann, 2010; Brunswicker and Hutschek, 2010) . They use analogical thinking as a source of competitive advantage (Dahl and Moreau, 2002) in higher customer value, production costs (Enkel and Gassmann, 2010) , and the limitation of risk and uncertainty (De Bono, 1982) . Step 2: Analogy S t e p 3 : A d a p t a t io n Figure 1 : Major phases of a cross-industry innovation, see Gassmann and Zeschky (2008) Analogical thinking does not happen merely by chance, instead it is actively supported by a structured process (Gassmann and Zeschky, 2008) . Based on case-study research, Gassmann and Zeschky (2008) identified three major phases (Figure 1 ) in the process of finding analogies in other domains. The first step is to abstract from the underlying problem to a more general problem. This abstraction helps to open up the solution space and facilitates new approaches (Enkel and Gassmann, 2010) . The second step searches for fitting analogies. Finally, after a suitable analogy has been found, careful examination helps to find the best possible adaptation for the given problem. Clustering the analogies according to their feasibility is a good way to speed up this process (Brunswicker and Hutschek, 2010) .
Furthermore, a distinction can be made between outside-in and inside-out cross-industry innovations. The outside-in process deals with the application of strategies from different industries to challenges in one's own industry. Inside-out processes on the other hand, look for possible applications of solutions that have been found in one's own industry to other industries (Enkel and Gassmann, 2010) . To date, discussions on the use of analogies from distant industries focused on technological problem solving (Brunswicker and Hutschek, 2010) . In this article, we propose the transfer of a business model taken from the video game industry to the digital music market (outside-in process).
Value co-creation
Resulting from the ubiquitous internet and mobile technologies consumers can influence all areas of a media company's business model (Reay and Seddighi, 2012) . The fact that companies can no longer act autonomously has implications for the development of new business models. Very likely the trend of consumer involvement will continue in the following years and business models will evolve into new collaborative models based upon open business models (Romero and Molina, 2011) .
Since Vargo and Lusch (2004) published their seminal article 'Evolving to a New Dominant Logic for Marketing', publications on value co-creation and Service-Dominant Logic (SD-Logic) have flourished. The notion of value co-creation, which is a common thread in modern marketing theories, refers to value as being created with input from consumers (Vargo, Maglio and Akaka, 2008) . Consumers are no longer the passive recipients of goods and services, they are now active partners co-creating value with companies (Romero and Molina, 2011) . Value creation is defined as a process through which the user becomes better off in some respect or which increases the consumers' well-being (Grönroos, 2011) .
This can be clearly observed in the industries of new digital media, where it also generated new business models such as user-generated content. Consumers have greater access to the means of production through information and communication technologies such that productive activities can extend well into domains previously classified as consumption (Potts et al., 2008) . In these industries, both the effects of technology and the economic impact of socially networked creative consumers-as-producers are strongest (Potts et al., 2008) . Furthermore, consumers influence each others consumption decisions by comparing each other's experiences in consumer communities (Romero and Molina, 2011) .
Research questions and method
To the best of the knowledge of the researchers, no empirical research has been carried out concerning cross-industry innovations between the video game industry and the music industry. The question of whether the video game industry can be a relevant source for a business model innovation to the digital music market motivated this research. In order to address this question, a two-phase research strategy was chosen. The first phase is about the identification of promising business models in the video game industry. Therefore, the first research question is the following:
RQ1: What are the generic elements of evolving service-based business models in the video game industry?
The phenomenon that older, established organisations often encounter difficulties in adapting to external technical advances (especially when they are radical) is widely accepted in the literature on technological change (Sørensen and Stuart, 2000) . Established corporate culture and organisational structures often stand in the way when companies try to move to a service dominant perspective (Gebauer, Fleisch and Friedli, 2005) . In particular, for companies with mature product-based business models, moving toward services means a significant change (Kindström, 2010) . It is more likely that new business models will emerge from small entrepreneurial firms, rather than from established larger companies or corporations. Therefore, we investigate RQ1 by analysing the service-based business models of recently founded video game startups. As the aim here is to develop an initial understanding of the generic elements of such business models, and business model research is only just emerging, a qualitative approach was taken. The chosen method for this investigation was a structured observation using the internet, including a preceding period of unstructured observation, in which the categories that formed the basis of the coding schedule were developed. Based on the results, the second phase is then concerned with the feasibility of transferring these business models to the recorded music industry.
RQ2: Could such business models be applied to the digital music market?
Considering the explorative character of this research and the limited theoretical knowledge of the cross-industry phenomenon, it appears appropriate to follow a case study approach. Case studies are used to derive a theory from a particular case (Eisenhardt, 1989) or to test whether a given theory or hypothesis fails or can be supported (Leonard-Barton, 1990 ). The latter process was utilised to get an insight into RQ2, whether it is possible to apply these models towards the digital music market. Therefore, two case-studies of music-technology companies operating such business models in the music industry are presented. The companies for the case study were not selected to be representative, but rather were chosen in order to gain a more differentiated view and to reveal the possibilities of cross-industry innovations from the video game industry to the music industry, particularly concerning the aspects of value co-creation.
Exploratory study
The aim of the study is to find generic elements of evolving service-based business models in the video game industry (RQ1). A research methodology that focussed on structured data collection on the internet, followed by analyses of the collected data, was used. Since established firms face severe barriers when trying to move from a product-dominant to a service-dominant perspective, the study focused on entrepreneurial startups.
The list of entrepreneurial startups used in the study was selected using the 'CrunchBase' database (CrunchBase [online] Available at, 2012). 'CrunchBase' is a free database that offers the basic profiles of startup companies, including a list of their key employees, funding and acquisition news. The initial list of 349 startups was obtained by searching for all companies within the category 'Games, video, and entertainment', which were founded between May 2009 and May 2012 and have the keyword 'games' in their description. Furthermore, we limited the result set, by only taking into account companies that had received at least one hundred thousand dollars of funding, for two different reasons. First, as venture capital funding is assumed to be an important signal about the quality of a startup (Davila, Foster and Gupta, 2003) , this ensures that only promising business concepts are analysed to find generic elements of evolving business models. Second, data on 'CrunchBase' is partly incomplete for small-scale startups, but of good quality for higher profile startups. The resulting 68 companies were then manually edited to make sure the list only included companies with a primary focus on video games. Not included were companies that had already given up and/or had yet to release a product. It is acknowledged that the focus to some extent limits the size of the sampling frame and scope of the study. In particular, with respect to generalisations, the source of data may have biased findings. The remaining sample of 38 video games startups were then used for the study.
The theoretical framework used in analysing business models is the 'Business Model Canvas' developed in Osterwalder and Pigneur (2009) . The 'Business Model Canvas' is a practice oriented tool that facilitates the description, design, and analyses of business models. In this framework a business model is comprised of nine essential components: customer segments, value propositions, channels, customer relationships, revenue streams, key resources, key activities, key partners, and cost structure. Only in two categories, namely channels and revenue streams, have we been able to collect the necessary data for all startups and develop solid categories suitable for analysis.
Additionally, data was collected on whether value co-creation was applied, if companies offered basic versions of their products for free, and whether or not it was possible to buy virtual commodities from within a companies products. Companies were assumed to have adopted 7 value co-creation if users could participate creatively in the productive process by creating or modifying content in a product. Table 1 lists the data that was collected for each startup in the sample by visiting the company websites and testing their products. The five different groups of revenue streams, as well as the five different distribution channels used by the startups, were identified in the preceding period of unstructured observation. Problems in the data collection were encountered when companies used different business models for different products. In such cases, the characteristic that seemed to be dominant was chosen. 
Findings
A single startup in the survey is producing hardware, in particular -video game controllers and accessories. All the other startups are producing and distributing video game software or related services. The most prominent type of related services are virtual gaming leagues, where video games are given a competitive touch by competing with other players across the world.
Interestingly, there is only one company that offers downloadable video games to be installed and played on desktop computers. The most prominent distribution channels are Apple's AppStore, Facebook, and Online Games. More than 90% (35 startups) of the companies use either the Apple AppStore and/or Facebook as a distribution channel (see Table 2 ). None of the companies in the sample is using a traditional retail channel. The prominence of the mobile market is evident because as 80% (28 companies) of the startups in the list offer products on mobile platforms (Apple's AppStore and Google Play). On average, each startup uses 1.47 distribution channels.
Concerning revenue streams, it is interesting to notice that 79% (30) of all companies have a basic version of their products available for free. Only 5% (2 companies) use advertising as their main source of revenue (see Table 3 ). Eight percent (3) of companies offer subscription services. Fifty-eight percent (22) of companies offer a free game with virtual commodities or related services being available for purchase inside the game (so called in-game purchases). For 10% (4 companies), it was not possible to evaluate the revenue streams as they were not fully implemented at the time of data collection. More than half the startups (25) sell virtual commodities inside a free basic product. The integration of value co-creation is far advanced in the video game industry. Seventy-one percent (27) of all companies integrate aspects of value co-creation in their business models. Most often this value co-creation is embedded in social aspects of games and this leads consumers to connect to other consumers and/or create content inside games, which then exerts positive network externalities on other consumers. If value co-creation is applied, most companies have a low entry barrier for consumers, meaning they prefer channels like Facebook or the internet rather than closed platforms, such as Apple's AppStore.
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Startups commonly have to adapt their business models quite frequently until they find a working model. Thus, generalisations of the above numbers have to be made carefully. Apparently, the prevalent business model within recently founded video game startups is offering virtual commodities at cost within free basic products on mobile platforms that include aspects of value-co creation.
Case-study for business model transfer
In this chapter, the question whether cross-industry innovation in the form of a transfer of a business model from the video game industry to the recorded music industry is feasible (RQ1) is tested with two case studies (Figure 2 ). The business model under consideration is the offer of virtual commodities for sale within free basic products. In the following, two case studies of companies that apply such a business model in the music industry are presented: Reality Jockey Ltd. and Smule Inc.
How capture value from delivering digital music?
Business models for digital experience good?
Offer virtual commodities in a free basic product.
Video Game Industry Recorded Music Industry
Step 1: Abstraction
Step 2: Analogy S t e p 3 : A d a p t a t io n [online] Available at, 2012). Reactive music is a non-linear form of music that is able to react to the listener and his environment in real-time (Nordgren, 2009) .
What is distributed in reactive music is not the music itself, but software that generates the music while listening to it in realtime. If music is distributed as software, then modifications, updates, and extensions of the musical content are possible after it's initial distribution, such that consumers can contribute to the creative process. Using this technology value co-creation can be applied to music itself, not just to related services (e.g. playlist generation). Similar to software products, it is also possible to sell virtual commodities like add-ons and upgrades to a piece of music (Burton, 2010) .
While there have been some other similar concepts around, especially in the field of sound art and generative music, Reality Jockey Ltd. tries to put it to a mass consumer market. The technology behind it is based on the Pure Data (or Pd) digital signal processing framework (Puckette, 1996) . Generating music in real-time and using the various built-in sensors of mobile devices, reactive music is closely connected to the individual listener. The key feature is that when using this technology, it is possible to integrate the listeners auditory environment into the music. Like no other format of music, reactive music is capable of delivering a personalised and unique musical experience.
Applications made by Reality Jockey Ltd. are available on Apple's iOS platform. Additional content is available for download from within the application, both for free and at cost. Technically it would also be feasible to sell additional functionality and features for musical pieces, like extra levels of musical content or the possibility to connect to other listeners. The concept of music as software opens up a whole new area of business models for digital music. Musicas software is changing the way music is produced, distributed and listened to. Most of Reality Jockey's application are available as basic versions for free with additional items being available at cost inside the application. (Wang et al., 2009 ). An integral part to Smule's offerings is that they are networked sonic experiences that use sound and mobile devices as the building blocks for collaborative musical online communities. All of Smule's applications are built using an audio programming language called ChucK, developed by co-founder Ge Wang (Wang and Cook, 2003) .
One of Smule's most popular applications is 'I Am T-Pain'. Using the device's built-in microphones, users can sing into the device and automatically process their voice with automatic pitch-correction in realtime (Stewart, Kudumakis and Sandler, 2011) . 'T-Pain' is an American rap artist whose vocals are characterised by Auto-Tune pitch correction effects. Using this technology, users can then perform T-Pain's released songs in karaoke-style along a backing track with automatic pitch correction, while the lyrics appear synchronised with the music on the screen. Additionally, users can modify the Auto-Tune settings to various keys and modes. Another key functionality is that each performance can be instantly recorded and uploaded to be shared in social networks (Stewart, Kudumakis and Sandler, 2011) .
The company's other popular products include 'Glee', 'Ocarina', and 'Magic Piano'. Most of Smule's application are available as basic versions for free with additional items being available at cost inside the application. Whereas Reality Jockey Ltd.'s mission is to create a new format for recorded music, Smule Inc.'s approach is driven by the idea to use mobile devices as musical instruments. Both companies build their music products around the belief that consumers should be part of the creative process. Value co-creation is an important aspect in both business models.
Discussion
It is apparent from Table 4 that in both case studies, the business models show the characteristics that were found to be generic elements of evolving business models in the video game industry (compare Section 4.1). A weakness with this argument, however, is that Section 4 doesn't take a holistic view of business models, but rather picks out certain aspects of business models. There might still be some differences in the other parts of the business models not being analysed here, as for instance -key resources, or key partners. Nevertheless, we can draw support from the two cases for the hypothesis that business models from the video game industry can be applied to the digital music market (RQ2). 
Conclusion
Digitalisation has had a severe impact on new media industries. It seems that the video game industry was most successful in adapting its business model to the new circumstances, such as utilising peer-to-peer technology, mobile devices, and online social networks. Cross-industry innovations are special cases of innovations, where already existing solutions from one industry are translated into the requirements of companies in another industry. Thus, we suggest that one way to innovate business models in the recorded music industry is to have a close look at the business models operated in similar markets. Therefore, we propose to transfer business models from the video game industry to the digital music market.
To support the hypothesis that cross-industry innovations from the video game to the digital music market could be economically fruitful, we conducted an exploratory survey and two casestudies. The survey was conducted among recently founded startups in the video games industry. The aim was to identify promising business models or characteristics of business models in the video game industry that could be transferred to the digital music market.
Results of the survey reveal that physical retailing, as well as downloads, are not part of effective future business models. The use of co-creation as a business model is far advanced in the video games industry. If value co-creation is applied, most companies try to have a low entry barrier for consumers, meaning that they prefer channels like Facebook or the web rather than closed platforms, such as the AppStore. Selling virtual commodities at cost inside a free basic product is the revenue mechanism most often applied in video game startups.
Using the cases of Reality Jockey Ltd. and Smule Inc. the application of such a business model on the digital music market is illustrated. The main problem with this model on the digital music market might be that conversion rates from free to paying customers are uncertain. Distributing music as software is a radical change, not just for the distributors, but also for producers and consumers of music. The huge amount of downloads these two companies generated so far proves that the potential market for such a business model in the music industry is substantial.
